After the Austrian conquest of Naples in 1707, Masses, motets and Psalm settings, by Francesco Mancini, Nicola Fago, Domenico Sarro and the then still little-known Francesco Durante, made their way into Bohemia, the Austrian Netherlands, and Saxony. All of Durante´s early exported pieces of church music are found in these locations only. From the Zenith of his career, 1738 to 1755, dated manuscripts cover almost every year. The period includes all of the works upon which rests Durante´s posthumous fame. During the nineteenth century, his church music, especiallly his works in "Palestrina style," became objects for collectors of "ancient music." The demand for sacred works by Durante and other Neapolitan composers led to misattributions of manuscripts, not always out of ignorance. During the second-half of the nineteenth century, changing attitudes toward church music, the Bach restoration, and the emergence of a view of history tinged with nationalistic overtones led to a change in Durantes´s historic position. By 1904, the "Epoch of the Neapolitan School: Leo and Durante, 1725-1766" had been replaced by "The Age of Bach and Handel." The lack of interest in Neapolitan church music that followed led to a neglect of scholarly studies until the second half of the twentieth century, when musicologists began to revive the topic.
teacher-composer with the name recognition he would have twenty years later.
There is an inscription on an undated manuscript of a D-major Mass preserved in Prague that reflects this situation: "Del uno Sig: [no] re Neapolitano, Durante" ("By a Neapolitan gentleman, Durante"). Normally, on a title page, the byname "Neapolitan" follows the surname. Here, however, the order is reversed, emphasizing the composer"s Neapolitan affiliation." 5 We do know that Durante married in 1714. However, the dates of four manuscripts (D-MÜs) that would place them into this time, Sacerdotis Santi 1713, Laudate pueri 1714 and two Beatus vir 1715, all seem to be the result of alterations. 6 We can only conjecture as to his whereabouts (Rome?) until February 28, 1719, when the Gazetta di Napoli reports that an oratorio (La cerva assetata ovvero L"anima nelle Fiamme desiderosa della Gloria) by the "Virtuoso Maestro di Cappella Francesco Durante" was presented on the preceding Saturday (i.e. 2-18-1719). 7 The libretto has survived [I-Nn: 73-A-12(8)]; the music has not.
1719 is also the date given on the cover of a set of eight vocal and instrumental parts of a Missa Jucunda in C minor attributed to Durante and found in the music collection of the Knights of the Cross at Prague. 8 This collection also holds a bound score of the Mass, here entitled "Gloria à 4." It, too, bears the name of Durante, but does not give the year. See Dietz (1988, 131) . 7 Griffin (1993, 89) Schmieder (1956, Anh. 26, 617) . See also, Beißwenger (1991, 282-283) .
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See Buzga (1981, 181); Horn (1987, 179-180, 198-199) ; Bacciagaluppi (2008, 488-497 the discrepancies were simply the result of "somebody's inexact recollections of actual events," as has been suggested? (Walker 1954, 819 Dietz (1972, 421-422) . The court chapel also had two stile antico Masses by Alessandro Scarlatti in its repertory.
See Riedel (1977, 69, 246-248, 271) . Horn (1987, 180-181, 185-189) . Also concerning this repertory and Mass, see Bacciagaluppi (2008, 489 ff.) In contrast, the motet "Surge Aurora" from the Fonds S. Gudule at the Royal Albert Library is a copy, for which the original (autograph) is located in the British Library, London. 26 The same goes for the Durante Missa Solem:[nis] 5 voc., in F major, at the Royal Conservatory in Brussels (B-Bc), for which the dated autograph is also preserved in London (GB-Lbl). 27 In the case of the D-major Mass attributed to Durante in the Royal Albert Library (B-Br), however, the London counterpart (GB-Lbl) is also a copy.
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After a three-year absence, Durante resurfaced in Naples in 1742, and immediately re-established his prominence by becoming Primo Maestro of the Santa Maria di Loreto conservatory (Dietz 1972, 420) , replacing Porpora who one year earlier had failed to return from a leave-of-absence in Venice. The nine string concertos of Durante are undated, but most probably were composed during the 1740s. They are preserved as two sets of eight concertos, and one set of seven. The set of eight found in Brussels (B-Bc), Dresden (D-Dlub), Paris (F-Pc), Naples (I-Nc), and Venice (I-Vc) has the key sequence f, g, Eb, e, A, A, C, A ("La Pazzia"). The second set of eight concertos is preserved in Genoa (I-Gl It excludes the concerto in g, and substitutes it with a concerto in Bb. The set of seven (F-Pc) excludes both the f-minor and Bb-major concertos.
Durante"s famous XII Duetti per Camera for Soprano, Alto, and basso continuo are based on recitatives from solo cantatas (1707) by Alessandro Scarlatti. They most likely are from the 1740s and not "1720", the date found added in red pencil to the manuscript in the library of the S. Cecilia conservatory in Rome. It is this intriguing and artful set of duet arrangements, or "parodies" as they also have been called (Ferand 1958, 40-64) Until recently, Durante"s well-known (6) Sonate per cembalo divisi in studii e divertimenti were considered to have been composed and published "circa 1732," although evidence to the contrary had been available on the dedication page from the very beginning. 30 The date of the publication is now given as "between January 1747 and December 1749," based on the fact that Durante in his dedication of the work to his former student, the Principe d"Ardore, Don
Giacomo Francesco Milano, refers to the prince as "Ambassador to France," which he was between 1741 and 1749, and as "Cavaliere di Santo Spirito," which he was named in January 1747 (Magaudda 2001, 15-16 (Rousseau, 230) . 32 Leo had been the teacher of Jommelli, and Durante had taught the "divine" Pergolesi.
Performances of his works and their dissemination through manuscript copies also kept Durante"s name alive. In Naples, both the Loreto and Sant"Onofrio conservatories continued to perform his music during the second half of the eighteenth and early nineteenth centuries, creating through selection and repetition a repertory of favorites. In October Handel and Bach could take it for a work of these masters, and others for a work of the greatest Italian composers." (Reichhardt 1791, 122) . 35 During the early nineteenth century the interest in historic music gained full momentum.
Dedicated scholars and bibliophiles, such as Giuseppe Sigismondo and Gaspar
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"Durante verdiene nicht den ersten Platz, dieser komme dem Alex. Scarlatti zu. Durante wäre nicht allein trocken, sondern auch baroque gewesen." (Gerber 1790 (Gerber -1792 Kiesewetter (Vienna) , who with enormous assiduity gathered and copied thousands of musical manuscripts, particularly of masterworks of the early eighteenth century, greatly contributed not only to the preservation and wide distribution, but also to the availability of works by Durante. 36 In line with the developing aesthetic viewpoints of the Romantic Movement in Germany, the question "What is genuine church music" surfaced and was hotly debated. 37 The major complaint became that eighteenth-century church music, including the sacred works of Haydn and Mozart, was "fit more for the opera house than the church." Since it was a well-known fact that Durante had never competed for fame in the operatic arena, but dedicated his career almost exclusively to composing church music, interest in his oeuvre was almost The largest collection of Durante manuscripts and autographs is found today at the British Library in London. It was originally put together by the Neapolitan Gaspar Selvaggi (1763-1856) for the Marquess of Northampton who donated it to the British Museum (1843). Selvaggi also had copies made of these volumes which are now in the Bibliothèque nationale, fonds du Conservatoire in Paris (F-Pc).
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See Koch (1802, col. 832-833) . vol. II, in Berlin, 1841. Proske, however, after having studied the Mass in greater detail, suddenly had strong doubts about its authenticity, which he expressed in a hand-written note that he attached to the score in his Regensburg library:
This 3-voiced vocal Mass, well-known to collectors under Durante"s name, is all too suspect to seriously consider it any longer to be a work by Francesco Durante.
[…] Out of respect for excellent authors and as a warning to all future collectors, one should identify these kinds of works and trace their origin. This Mass in particular, exhibiting not the slightest characteristics of Durante"s mastery, seems almost nothing but a clumsy attempt to use this great name.
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It was during the mid-nineteenth century that voices criticizing the Neapolitan School began to surface and gain momentum. The cause was firmly rooted in a growing nationalistic fervor that even affected how Germans and Italians viewed music history. Friedrich Chrysander, for example, argued in his Handel biography of 1858, "Up to the present day, it has been essentially the Neapolitan-Italian way in which we look at music history, and therefore it still offers a distorted view." And with a backward glance at Kiesewetter's epochs, he further decreed, "The elevated course of the development of music does indeed lead through Al. Scarlatti, but not through the Neapolitan school; this would only be the case if Handel had belonged to it instead of Leo, Durante, and Hasse." (Chrysander 1858, 233) . 39 The break-up of the traditional perception of history was hurried along by the Bach restoration which, in the ultimate sense, was a Bach, now served as the basis for criticizing that music in which they were missing. Bach"s contrapuntal complexity became a basis for value judgment.
Perusing the late nineteenth-century historiographic writings one cannot help but get the distinct impression that there was a subtle, but in the end quite 39 "Bis auf den heutigen Tag ist es wesentlich die neapolitanisch-italienische Betrachtung mit der wir in die Musikgeschichte blicken, und so befindet sich diese noch immer [...] in einer schiefen Stellung [...] In der Entwicklung der Musik geht die Höhenrichtung allerdings durch Al. Scarlatti, aber nicht durch seine Schule, durch diese würde sie nur gehen, wenn Händel darin gewesen wäre, statt Leo, Durante und Hasse." 40 Carl von Bruyck, Allgemeine musikalische Zeitung, no. 6, 1872 , cited in Langhans (1882 effective, campaign at work aimed at discrediting and undermining the reputation of the Neapolitan masters, historically as well as aesthetically. Hasse's critical characterization of Durante as being "trocken" resurfaced, and so did remarks claiming that by basing his famous chamber duets on recitatives of Alessandro Scarlatti, he had opened himself up to the suspicion of "lacking in invention of beautiful melodies." (Gerber 1812 (Gerber -1814 . This suspicion, caused by a loss of understanding and appreciation for baroque parody practice and ars inveniendi, soon was accepted as a quasi-fact. This is made obvious by John Hullah's statement (1865) that Durante is "perhaps more remarkable for his treatment of subjects than his invention of them," although he added, "the elegance of his part-writing, his skill in instrumentation, and, more than all, the sustained dignity of his style, make large amends for the want of inventiveness sometimes complained of in his music." (Hullah 1865, 65) . For Wilhelm Langhans in 1882, the former suspicion of a "want of inventiveness" had finally become a basic "lack of genius," which he considered to be only more immediately apparent in Durante's duets than in his church music. He criticized Durante's Magnificat in B-flat major, which had become quite popular in editions by C.F.
Rex and Robert Franz, as "not entirely free of weaknesses." (Langhans, (257) (258) .
To prove his point, he cites the first six measures of its Tenor-Bass duet "Suscepit Israel." Not everyone agreed with his assessment. Hermann Kretzschmar (1888, 296) , for example, praised the work as "the ideal setting of the Marian Song of Praise," and the very same duet as its most "down-to-earth side." For the The after-effect of these developments is reflected particularly in the German and English music historiography of the early twentieth century. Although the expression "Neapolitan School" was not abandoned, it gradually acquired a thoroughly negative connotation. One spoke of the "Herrschaft der neapolitanischen Schule," (Schering 1924 ) implying dictatorship, not merely dominance. As far as church music was concerned, the Neapolitans were held responsible for the "rapid descent from glorious heights," blaming them for having planted the seeds of the "sacred style modeled on opera" that caused the 41 "Weit entfernt von der Reinheit und souveränen Freiheit der Tongestaltung eines Palestrinas." decline (Abert 1919, 297-299) . Isolated attempts at repudiating the negative viewpoints had little impact on the general consensus. 42 The much has yet to be done. A most pressing, persistent and challenging issue is the problem of misattributions (Hunt 1983 , Carrer and Vitali 1986 , Dietz 1988 See Dietz (1987, 457 
